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Abstract: This paper discusses some of the organological details of the auloi and its 
playing techniques and gestures as depicted mostly via ancient imagery. When 
approaching any aspect of real musical practice, we have to decode very carefully the 
painter’s effort to render the performance of music, including technical details; 
awareness of the peculiarities, conventions and restrictions of the material, especially 
in vase paintings, must be taken into account. Still, representations of music making, 
especially on Attic vase paintings of the late archaic and classical period, must have 
been related in some way to the actual playing of music and thus reflect a recognizable 
‘reality’. I will raise awareness of the issues emerging when reading these images, in 
order to help us gain a better understanding of aulos music during this period. 
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Auloi – the double aulos – was the most popular ancient Greek wind instrument. It 
consisted of two different pipes of equal or unequal length, each equipped with 
mouthpiece and reed (single or double), similar to the double reed modern oboe. Its 
sound, rich and penetrating, accompanied various activities, religious or otherwise, in 
public and private life of the ancient Greeks. Its presence in the Mediterranean is 
attested since the prehistoric era and it was played by men and women as a solo or an 
accompanying instrument.  
Unlike the scarce remains of string instruments, a quite large number of mostly 
fragmentary aulos relics from the Archaic and Classical periods survive. In most of 
these cases the mouthpiece is missing and the pairing of the two pipes instruments is 
questionable. The “Louvre aulos” has been used as an excellent example, especially 
for reconstruction purposes.1 Nevertheless, there are also other recent and quite 
complete examples of paired auloi to contend with: for example, the auloi from Pydna, 
 
1 For the ‘Louvre Auloi’ see Stefan Hagel, in Alexandra Goulaki-Voutyra, ed., Ελληνικά μουσικά 
όργανα. Αναζητήσεις σε εικαστικές και γραμματειακές μαρτυρίες (2000 π.Χ. – 2000 μ.Χ.) 
(Thessaloniki: Teloglion Foundation, 2012), 94. 
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dated in the 4th cent. B.C.2 The study of the remains of the instrument and its 
reconstruction illustrates a new revival due to new finds and the re-examination of old 
material.3 
Furthermore, visual evidence can illuminate many aspects of the instrument, even 
from an organological point of view, its construction in pieces, the materials and 
several playing techniques, gestures and performance contexts in the ancient world.  
Taking into consideration the restrictions, mostly conventions, that affected the 
depiction of reality on ancient imagery, I will present some iconographic information 
concerning the instrument itself and its playing technique.4 
 
Auloi: Organological details 
 
Vase paintings almost always depict two auloi being played simultaneously by a 
single musician. Each aulos, being a separate instrument, consisted of a cylindrical 
tube (bombyx), widening to a bulb (holmos) and then a conical insert, a double reed. 
The two different members of auloi were of equal or -more often in the visual evidence- 
of unequal size. When they are seen in profile, it is not clear if the difference in length 
is real or is due to the intention of the artist to show them in a kind of an in-depth 
perspective (fig. 1).5  
 
 
 
 
 
 
 
2 For the auloi from Pydna cf. Goulaki-Voutyra, Ελληνικά μουσικά όργανα, 185, fig. XIII.17. 
3 Cf. Stefan Hagel, Ancient Greek Music. A New Technical History (Cambridge/New York: Cambridge 
University Press, 2010). 
4 For the study of playing gestures in stringed instrument and related questions, see: Alexandra Goulaki-
Voutyra, “Singing to the Lyra or to the Auloi,” Tra lyra e aulos. Tradizioni musicali e generi poetici, ed. Luigi 
Bravi, Liana Lomiento, Angelo Meriani, Giovanna Pace, Quaderni della Rivista classica e medioevale 
(RCCM), 14 (2016), 355-390; Idem, “Conventions, Formulae and Observable Reality in Ancient Music 
Imagery,” Music in Art XLIII, 1–2 (Spring-Fall 2018), 185–208. 
5 Red figure amphora by the Kleophrades Painter, 500-490 B.C. London, British Museum, 1843.1103.34 
(E270). ARV2 183.15, 1632. CVA 3 III.I.C.5, pl. 8.2a-d; Daniel Paquette, L’instrument de musique dans la 
céramique de la Grèce antique (Études d’organologie, Paris: Difusion de Boccard, 1984), 21, pl. II B; 
Sheramy D. Bundrick, Music and Image in Classical Athens (Cambridge/New York: Cambridge University 
Press, 2005), 36–37, figs. 21–22. 
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Figure 1 
Aulos player on a red figure amphora by the Kleophrades Painter, 500–490 B.C. 
London, British Museum, 1843.1103.34 (E270). ©Trustees of the British Museum 
 
 
 
 
More precisely, the type of auloi (equal or not) is shown on frontal depictions of the 
player (fig. 2).6 
 
 
 
 
 
 
 
6 Black figure olpe (oinochoe) by Lydos (Beazley), Nikosthenes (potter) (Nicosthenic Workshop), c. 520 
B.C. Paris, Cabinet des Medailles, 258; ABV 229; CVA Paris, Bibliothèque Nationale 1, 35 pl. 48.1.3.7. 
Yvonne Korshak, Frontal Faces in Attic Vase Painting of the Archaic Period (Chicago: Ares Publisher, 1987), 
122, fig. 52; Paquette, L’instrument de musique, 41, A10. Red figure amphora by Kleophrades, c. 480 B.C. 
Munich, Antikensammlungen, 2344 and J408 (8732); ARV2 182.6, 1632; Add2 186; CVA 4, 26–7, pls. 199, 
200–204; Korshak, Frontal Faces, 124 fig. 62 (and note 38). Red figure column krater, Early Mannerist, c. 
480 B.C. Bonn, Akademisches Museum, 72; ARV2 584.21, 1660; Add2 263; CVA Bonn 1, 20 pl. 18.1–5; 
Paquette, L’instrument de musique, 41, A11. 
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Figure 2 
Frontal view from a satyr aulos player. Red figure column krater, Early Mannerist, c. 
480 B.C. Bonn, Akademisches Museum, 72. © Museum 
 
 
 
The glottis, or double reed, consisting of two thin blades that beat against each other, 
was hidden in the player’s mouth when the auloi were played.7 Their shape, seen from 
the front, was triangular, otherwise, if seen sideways was drawn as a fine point (line) 
which fitted to the bulb (holmos).8 
Below the holmos came a second, short section known as the hypholmion; this in turn 
was attached to the main pipe. According to West, the holmos was the bulb and the 
hypholmion an open cup into which the reed was fitted. On vase-paintings, two, three 
 
7 M.L. (Martin Litchfield) West, Ancient Greek Music (Oxford: Clarendon Press; New York: Oxford 
University Press, 1992), 83. Red figure cup by the Antiphon Painter, c. 480 B.C. New York, Metropolitan 
Museum 96.9.36 (GR575); ARV2 341.82; Add2 219; Paquette, L’instrument de musique, 49, A31. Red figure 
volute krater, fragments, close to the Pronomos Painter, c. 400 B.C. Würzburg, Martin von Wagner 
Museum, H4781; ARV2 1338, 1690; CVA 2, 59–61, pl. 41.1–5; Paquette, L’instrument de musique, 53, A41.  
8 West, Ancient Greek Music, 85; Barker, Greek Musical Writings I, 14-15. Red figure amphora by the Berlin 
Painter, 500–490 B.C. Louvre G201; ARV2 201.63; Add2 192; CVA Louvre 6, III.I.C, 28, pl. 36.7–9.12; LIMC 
III pl. 338, Dionysos 366; Paquette, L’instrument de musique, 42, A16. Red figure cup by the Splachnoptes 
Painter, c. 470 B.C. Melbourne, National Gallery of Victoria, 1644/4; ARV2 892.7; Paquette, L’instrument 
de musique, 42, A14. About the glottis-cup see: Red figure bell krater fragment., c. 390 B.C. Apollo and 
Marsyas. Winchester, College Museum 28. CVA 10, pl. 8.12. Red figure fragment. South Italian. 
Barcelona, Museo Archeologico, 516; CVA Barcelona, Mus. Arch. 1, 31, pl. 24.5. 
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or even more of these bulbs can be seen, one socketed into the other. Sometimes the 
tube was composed of several sections, possibly of different materials (bone or ivory) 
alternating in the same instrument (fig. 3, 4).9 The pipes of these instruments were 
made from a wide variety of materials, usually wood, sometimes bone or horn, 
occasionally reed, metal, or even pottery. Different colours (mostly white) often 
indicate in some depictions the variety of materials, but no accuracy can be assumed.10 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
9 Attic red figure cup, potter Hieron (signed), painter Makron, c. 480 B.C. Berlin, Antikensammlung, 
inv. F2290; ARV2 462.48, 481, 1654; Para, 377; Add2, 244; CVA Berlin, Antiquarium 3, 19, pls. 128.1–5; A. 
Scholl (preface) and Ursula Kästner (introduction), Greek Vases. Gods, Heroes and Mortals. 
Antikensammlung. Staatliche Museen Berlin (Tübingen: E. Wasmuth Verlag-Berlin und Scala Publisher, 
2010), no. 8. Attic red figure cup, Hieron (epoiesen), painted by Makron (Beazley), c. 480 B.C. London, 
British Museum, 1867.5–8.1063 (E61); ARV2 468.145, 482, 1654; Add2 245; CVA London, Brit. Mus. 9, 49–
51, pls. 50, 51; Norbert Kunisch, Makron. Forschungen zur antiken Keramik (Kerameus vol. 10, Mainz: 
Zabern, 1997), pl. 62.172. Attic black figure skyphos, by the Theseus Painter. Giuseppe Andrassi et al., 
Catalogo del Museo Nazionale Archeologico di Taranto I,3: Atlete e Guerrieri. Tradizioni Aristocratiche a Taranto 
tra VI e V sec. a.C. (Taranto: La Colonna, 1994), 93 fig. 69 (cat. 42.16). 
10 Barker, Greek Musical Writings I, 15. Bell krater, Taranto, Museo Archeologico Nazionale, inv. 51580 
(Seated satyr and naked auletris playing auloi): Enzo Lippolis, ed., I Greci in Occidente. Arte e artigianato 
in Magna Grecia (Naples: Electa, 1996), 427 (cat. 368). Lucanian bell krater by the Painter of Palermo, 420–
10 B.C. Vatican U5 (17060); Trendall LCS 53, no. 268; A. D.Trendall, Early South Italian Vase-Painting 
(Mainz: Zabern, 1974), pl. 7; Paquette, L’instrument de musique, 55, A47. 
Figure 3 
Woman playing pipes seated and dancing girl with krotala. Attic red figure 
cup, potter Hieron (signed), painted by Makron (Beazley), c. 480 B.C. 
London, British Museum, 1867.0508,1063 (E61). 
© Trustees of the British Museum 
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In some instances, the instrument is crossed by bands/rings at certain points, 
indicating joints between separate pieces (tube, bulb, mouthpiece) (fig. 5).11  
 
11 Black figure fragment, 550–500 B.C. Zurich, Market, Rhea Galerie, XXXX23131. Foto Beazley Archive. 
Red figure column krater by the Painter of London E489, c. 460 B.C. Florence, Museo Archeologico 
Etrusco, 4009; ARV2 547.32; CVA 2.III.I.43, pls. 39.5, 45.1–2, 46.1; Paquette, L’instrument de musique, 51, 
A36. 
Figure 4 
Satyr playing pipes and Dionysos. Attic red figure cup, potter Hieron (signed), 
painter Makron, c. 480 B.C. Berlin, Antikensammlung, inv. F2290.  
© Antikensammlung, Staatliche Museen zu Berlin-Preussischer Kulturbesitz -
Foto: Johannes Laurentius 
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Perhaps this explains the slightly bent tubes of some instruments, especially those of 
unequal size, when depicted in profile, as if the ring which jointed and fixed the 
mouthpiece to the bombyx allowed a kind of flexibility.12  
 
 
 
 
12 Red figure rython by the Brygos Painter, c. 490 B.C. Warsaw, National Museum, XXXX0.4084 
(Goluchow, Czartorski, 119); ARV2 382.185, 1649; Para 366; Add2 228; CVA Goluchow, Musée 
Czartoryski, 20, pl. 23.4A-G; Paquette, L’instrument de musique, 39, A6. Red figure rython by the Brygos 
Painter, c. 490 B.C. Cleveland (OH), Museum of Art, 88.8 (1988.8); CVA 2, 40–42, pl. 79.1–6; K. Topper, 
The imagery of the Athenian symposium (Cambridge: University Press, 2012), 87, fig.31. Red figure 
stamnos, recalls the Hephaisteion Painter, 480–70 B.C. London British Museum, 1836.0224.35 (E439); 
ARV2 298; Add2 211; CVA Br. Mus. 3 III.IC.8, pl. 19.3A-E; Paquette, L’instrument de musique, 39, A4. Red 
figure cup by Onesimos, 490–80 B.C. Cracow, Czartoryski Museum, 31; ARV2 325.74, 156; Add2 217; CVA 
Coll. De Cracovie 12, pl. 8a-c; Paquette, L’instrument de musique, 51, A 33 (cf. note 39). 
Figure 5 
Piper (double pipes in ivory). Black figure fragment. 
Zurich, Market, Rhea Galerie, XXXX23131. 
© Photo Beazley Archive 
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In two rare representations, the mouthpiece (glottis and holmos) is removed from the 
bombyx. On a red figure krater by the Karneia Painter, the player holds in his right 
hand the phorbeia (leather strap) and in his left, held down to the side, the two auloi: 
the mouthpiece of one of them is hanging down, removed from the tube.13 
In a unique representation on a red figure lekythos in Münster (fig. 6)14 the woman 
(muse?) removes or tries to adjust the mouthpiece (holmos and glottis) to the bombyx.  
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
13 Lucanian volute krater by the Karneia Painter, c. 410 B.C. Taranto, Museo Archeologico Nazionale, 
inv. 8263 Trendall, LCS, 55/280 pl. 24 (4); Paquette, L’instrument de musique, 59, A 55. 
14 Red figure pelike by the Villa Giulia Painter, c. 450 B.C. Münster, Westfälisch-Wilhelms-
Universitätsmuseum, 677; Klaus Stähler, Heroen und Götter der Griechen (Münster: Archäologisches 
Museum der Universität), 1980, 3,2 no. 19; Bernard Korzus, ed., Griechische Vasen aus Westfälischen 
Sammlungen (Münster Westfalen: Aschendorf, 1984), 118–19, fig. 40a; Voutyra Ελληνικά μουσικά 
όργανα, 72 fig. IV.77. 
Figure 6 
Two women (muses?). One removes the mouthpiece from the aulos.  
Red figure pelike by the Villa Giulia Painter, c. 450 B.C.  
Archäologisches Museum der Westfälisch-Wilhelms-Universität Münster, Inv. 677. 
© Photo Robert Dylka 
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On the upper end of the tube, the painter added a vertical red line (this was indicated 
to me by museum staff) – something like a metal element, a pin that served perhaps to 
secure the mouthpiece into the aulos’s stem. Three of the preserved aulos bulbs have 
a small hole bored into them from the side. A pin of this kind could possibly be inserted 
into this hole.  
The next movement of the woman aulos player who is removing the mouthpiece is 
clearly depicted on the Musaios amphora in London, a work by the Peleus Painter: the 
muse is tapping on the glottis (blade) and seems to be preparing herself for her 
performance, while only the harp is being played by the seated muse in the centre.15  
The earliest auloi had four holes, one for each finger; the thumb was generally used 
only to support the instrument. 
The Classical aulos normally had five finger-holes: one for each finger, since each aulos 
was fingered with one hand, and one more placed second (counting from the 
mouthpiece end) on the underside of the pipe, for the thumb, which was generally 
used to support the instrument as well. Thumb-holes do exist on some surviving pipes. 
Sometimes there was a sixth hole lower down the pipe. The specific hole was not 
fingered but functioned as a vent and, unless plugged, limited the effective acoustic 
length of the pipe.16  
Towards the end of the fifth century, star auletes replaced their simple instruments 
with more elaborate ones. The Theban virtuoso Pronomus (c. 400 B.C.) is credited with 
the invention of auloi on which several different modal scales could be played. This 
meant that auloi could be given a larger number of holes, from which the player could 
select the ones needed for a particular scale. Further down the tube, three to fifteen 
holes might be encountered.17 Auloi of this type were equipped with newly invented 
 
15 Red figure amphora (Musaios amphora) by Peleus Painter, c. 440–430 B.C. London, Brit. Museum, 
1847.0909.7 (E 271); ARV2 1039.13; Add2 319; Paquette, L’instrument de musique, 10–11, fig. Ib. Cf. also, 
Red figure lekythos by the Villa Giulia Painter, c. 450 B.C. Market, Basel, London Sotheby’s cat. 7.7.94 
no. 342. 
16 West, Ancient Greek Music, 86-87; Barker, Greek Musical Writings I, 14–15; Hagel, in Voutyra Ελληνικά 
μουσικά όργανα, 94–95. Examples see: Red figure lekythos by the Flying Angel Painter, c. 500 B.C. (475–
450 B.C.). London, British Museum, E583; ARV2 282.40, 282; Add2, 208; Paquette, L’instrument de musique, 
45, A19. Red figure cup fragment. Bruxelles, Musees Royaux, A1331; Max Wegner, Griechenland 
(Musikgeschicte in Bildern 2, fasc. 4) (Leipzig: Deutscher Verlag für Musik), 33 fig. 10, c. 490 B.C.; CVA 
Brussels, Mus. Royaux 2, III.I.C.11, pl. 20.6; Paquette, L’instrument de musique, 45, A18. Etruscan (faliscan) 
cup, after 400 B.C. Berkeley, Lowie Museum, 8.935; Beazley, Etruscan vase painting, 107, pl. 25.1. “The 
Foied Painter”. LIMC II 2, pl.296  s.v. Aplu 98; Paquette, L’instrument de musique, 184, B23. Faliscan vase, 
Princeton Y1945–192 c. 375–350 B.C. (infra note. 44). Apulian Squat lekythos by the Konnakis Group c. 
350 B.C. Melbourne, National Gallery of Victoria, Felton Bequest D17–1972; Paquette, L’instrument de 
musique, 42, A17. 
17 West, Ancient Greek Music, 87. Cf. an example: Red figure column krater by the Nausicaa Painter, 440-
430 B.C. Rome, Museo Nazionale Etrusco di Villa Giulia, 3583; ARV2 1109.27; CVA Rome, Villa Giulia 1, 
III.I.C.7, pl. 10.1-3.  
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mechanisms. These were a kind of rotatable collars/rings which enabled holes to be 
opened or closed or perhaps to resize different finger holes during playing, and also 
to give access to bass notes far below the fingered range.18  
At its lower end, the auloi sometimes opened out a little, or terminated in a bell, for 
better projection of the lower notes. This feature is quite prominent in many Archaic 
representations.19 It virtually disappears from Attic art after about 520 B.C. and 
reappears in the 4th century. Sometimes a kind of collar or ring ended the lower part of 
the tube, even on archaic or classical representations.  
On a red figure kalpis (hydria), attributed to the Eucharides Painter (fig. 7), c. 480 B.C., 
a boy plays auloi for a young reveller who holds in his left hand a bakteria (walking 
stick) together with a sybene (an aulos case) and extends his right hand under one of 
the pipes.20 In his open palm the third finger is recognized as being in an upraised 
position. This gesture is understood as “reminiscent of courting scenes under the spell 
of wine and music” and it is supposed that it bears an erotic meaning. However, the 
upraised finger is nothing more than a small object, a collar, (like the one of the right 
pipe), thrown down by the blowing to the tube, while the collar in the lower end of the 
left pipe remains still adjusted in its normal position.     
 
18 West, Ancient Greek Music, 87; Barker, Greek Musical Writings I, 14–15; Hagel in Goulaki-Voutyra 
Ελληνικά μουσικά όργανα, 95. Cf. also supra notes 11, 12. See other examples: Black figure fragment, 
550–500 B.C. Zurich, Market, Rhea Galerie, XXXX23131. (cf. note 11). Red figure chous, by Meidias 
Painter, c. 410 B.C. Ferrara, Spina, T108A (inv. 4776); ARV2 1313.12; Berti/Restani, Lo Specchio della musica, 
XXV, 87 no. 32. Black figure skyphos, c. 490–480 B.C. Boston, Museum of Fine Arts, 2018 (Piper and 
small bearded figure before six ostrich-riders); J.R. Green, “A Representation of the Birds of 
Aristophanes”, Greek Vases in the J.P. Getty Museum 2 (1985): 95–118, esp. pp. 103, 110–112, fig. 20 a.b. 
Red figure cup by Makron, Vatican 16576; ARV2 464.81, 1654; Kunisch, Makron, pl. 17.36.   
19 West, Ancient Greek Music, 83. Archaic auloi sometimes have a conical bore (widening from 
mouthpiece end to exit). Attic black figure cup by the Heidelberg Painter, Taranto, Museo Archeologico 
Nazionale, inv. 110339; Andrassi, Catalogo del Museo Nazionale Archeologico di Taranto, 68 and 155, 158, 
fig. 49 (cat. 11.7). Black figure skyphos, c. 490–480 B.C. Boston, Museum of Fine Arts, 2018 (see supra 
note 18). Red figure column krater by Myson, c. 480 B.C. Louvre CA 1947; ARV2 240.44; Add2 201; CVA 
2, III, Ic 13, pl. 24.1–6; Paquette, L’instrument de musique, 59, A54. -Red figure column krater by the Painter 
of London E489, c. 460 B.C. Florence, Museo Archeologico Etrusco, 4009; ARV2 547.32; CVA 2.III.I.43, 
pls. 39.5, 45.1–2, 46.1; Paquette, L’instrument de musique, 51, A36 (cf. also supra note 17). Bell krater, 
Taranto, Museo Archeologico Nazionale, inv. 51580; Lippolis, I Greci in Occidente, 427 (cat. 368). Black 
figure fragment, 550–500 B.C. Zurich, Market, Rhea Galerie, XXXX23131. Red figure chous, by Meidias 
Painter, c. 410 B.C. Ferrara, Spina, T108A (inv. 4776) (supra note 18). Red figure cup by Makron, Vatican 
16576 (note 18). See also red figure cup by Oltos, 520–10 B.C. From Vulci. Compiegne, Musée Vivenel, 
1093; ARV2 64.105; Add2 166; CVA Compiegne, Musée Vivenel, 10 pl. (112) 14.1–2, 14.5; LIMC III pl. 593 
s.v. Eraton 1. 
20 Malibu (CA), The J. Paul Getty Mus. S82.AE.42 (86.AE.227) (Greenwich, Bareiss, 28); ARV2 1637.43bis; 
Add2 199; CVA 7, 27 fig. 8, pls. 349, 350, 356.1–2; Greek Vases, Molly and Walter Bareiss Collections, the Paul 
Getty Museum (Malibu, 1983), 38, no. 24; Elisabeth M. Langidge, “The Eucharides Painter” (PhD diss. 
Princeton University, 1993), 139 pl. 57; Klaus P. Stähler, Eine unbekannte Pelike des Eucharidesmalers im 
archäologischen Museum der Universität Münster (Münsterische Forschungen, 17,1967), 21–22, pls. 7b, 8a. 
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What happens when auloi are silent? 
 
As already mentioned, auloi are often illustrated in a silent preparative moment (cf. 
the typical gesture of inserting/tapping the mouthpiece into the tube), indicating the 
alternate playing of wind and stringed instruments, which are frequently depicted in 
the last thirty years of the 5th century B.C. on red figure Attic vases, with 
representations of Apollo and Muses.21 Within these scenes the two different types of 
 
21 Cf. Alexandra Goulaki-Voutyra “Observations on Domestic Music Making in Vase Paintings of the 
Fifth Century B.C.,” Imago Musicae 8 (1991): 73–94. See the Musaios amphora in London (supra note 15). 
Figure 7 
A boy plays pipes before a young reveller who holds in his left hand the 
walking stick. Red figure hydria by Eucharides Painter c. 480 B.C. 
Malibu (CA), The J. Paul Getty Mus. S82.AE.42 (87.AE.227) (Greenwich, 
Bareiss, 28). 
© Digital image courtesy of the Getty's Open Content Program. Digital image 
courtesy of the Getty's Open Content Program 
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instruments are never played simultaneously.22 This alternate or successive playing of 
the two instrument types is evident in scenes of the Marsyas–Apollo contest, especially 
on South Italian vases of the 4th B.C. (see above).23 Nevertheless, this is a complicated 
issue that needs further analysis and research. 
On several scenes, unplayed auloi are held in each hand by dancing satyrs, comasts or 
auletrides on their way to the symposium, a favourite musical scene of Douris and 
Makron in the early 5th century.24 Auletrides rhythmically wave the auloi25 as they try 
out some steps and by their hand movements they seem to keep the tempo (fig. 8) .26  
 
 
 
 
 
 
 
See also: Red figure stamnos, by the Villa Giulia Painter, c. 450 B.C. Oxford, Ashmolean Museum C207; 
ARV2 620.30; LIMC II 2, pl. 203 s.v. Apollon 695a; Paquette, L’instrument de musique, 55, A45. Red figure 
lekythos by the Villa Giulia Painter, c. 450 B.C. Market, Basel, London Sotheby’s cat. 7.7.94 no. 342.  
Red figure amphora by the Niobid Painter, London British Museum E461, ARV2 601.20; Susan B. 
Matheson, Polygnotos and Vase Painting in Classical Athens (Univ. of Wisconsin Press, 1995), pl. 16; 
Mathias Prange, Der Niobidenmaler und seine Werkstatt. Untersuchungen zu einer Vasenwerkstatt 
frühklassischer Zeit (Frankfurt, Bern, Paris: Peter Lang, 1989), pl. 14.  
22 Cf. several examples: Red figure calyx krater by the Villa Giulia painter. Schwerin, Staatliches 
Museum 706 (1261); ARV2 618.6; Add2 270. Bell Krater by the Danae Painter, 440–420 B.C. Vienna, 
Kunsthistorisches Museum, 697; ARV2 1075.11; Add2 326. Pelike by Polygnotos, 440–430 B.C. Paris, 
Louvre, G543; ARV2 1059.131. Hydria by the Group of Polygnotos, 450–440 B.C. London, British 
Museum, 1885.1213.17 (E189); ARV2 1060.147. Cf. also red figure hydria by the Villa Giulia Painter. 
Rome, Villa Giulia 64606; ARV2623.706bis, 1662; CVA Roma, Villa Giulia 4, 42–44 fig. 21, pls. 40, 41. See 
also satyrs: Black figure amphora by the Painter of Berlin 1686. Berlin, Antikensammlung, F1697 
(Pergamonmuseum F1697); ABV 297.17. Red figure pelike by the Syriskos Painter, c. 470 B.C. Louvre 
G182; ARV2 296.5; CVA Louvre 2, III.Ic, 10 pls. 15.1–4, 16.4–5. 
23 Cf. Athena damping the lyre without playing, while Marsyas sounds the auloi on a red figure bell 
krater, School of the Kadmos Painter, ca 400-390 B.C. Ruhr Universitätsmuseum Bochum, S1181. 
Norbert Kunisch, Erläuterungen zur griechischen Vasenmalerei. 50 Hauptwerke der Sammlung antiker Vasen 
der Ruhr-Universität Bochum (Cologne: Böhlau Verlag, 1966), 203-206, fig. p. 204. Cf. also an Apulian 
krater, c. 330 B.C. Munich, Antikensammlung, 3297; Paquette, L’instrument de musique, 122, C41. 
24 Red figure cup Louvre G144 (satyr); ARV2 462.43,481; Add2 247; Kunisch, Makron, pl. 37.98. Red figure 
cup, fragment (satyr). Centre Island, N.Y. Private collection; Kunisch, Makron, pl. 37.106. Red figure cup 
(auletris). Paris, Louvre G150 and Cp 12231; ARV2 465.86; Add2 245; Kunisch, Makron, pl. 20.44. 
25 Red figure volute krater by the Painter of Karneia, 420–410 B.C. Bari, Museo Archeologico, 7694. LCS 
55/281, pl. 25.1; Trendall, Early South-Italian Vase-Painting, pl. 10; Paquette, L’instrument de musique, 55, 
A48. 
26 Red figure cup by Douris. Berlin, Antikensammlung, F3255; ARV2 428.12; CVA Berlin, 
Antikensammlung-Pergamonmuseum 1, 27, Beilage 3.2, pl. (124) 13.1–4; Diana M. Buitron-Oliver, 
Douris: A Master-Painter of Athenian Red-Figure Vases (Mainz: Zabern, 1995), pl. 15 no. 24. 
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Similarly, young dancing male revellers bending forward use two auloi to emphasize 
the tempo of their dance steps.27  
Otherwise, auloi held in each hand of the musician are used again to keep the rhythm 
(as conducting batons) in a gesture of directing the playing of other musicians, as 
depicted on a red figure cup (fig. 9) with a private sacrificial ceremony, where a young 
boy plays auloi before a girl while the boy behind her keeps the tempo waving two 
other auloi.28   
 
27 Red figure cup by the Paris Gigantomachie Painter, c. 490 B.C. Philadelphia (PA), University of 
Pennsylvania, 2445(52A), Amsterdam, Allard Pierson Museum, XXXX204605. ARV2 420.60. Add2 235. 
CVA Amsterdam, Allard Pierson Mus. 1, 52, pls. 30.2, 31.1.  
28 Red figure cup by the Bologna 417 Painter, c. 450 B.C. Florence, Museo Archeologico Etrusco, 3950, 
Greifswald, Ernst-Moritz-Arndt Universitat, 340; ARV2 914.142; CVA Firenze 3, III.I.18, III.1.19, pl. 109.1-
3, 110.1–2, 116.2; Alexandra Goulaki-Voutyra, “Παρατηρήσεις για την απεικόνιση του ρυθμού στην 
αρχαιότητα,” Imago Musicae, 21–22 (2004/05), 13–28, esp. p. 20 fig. 9. Cf. also an aulete holding the auloi 
to direct (?) four lyre players on a red figure Attic stamnos by the Altamura Painter, c. 470 B.C. Lyon, 
Musée des Beaux Arts, E382; ARV2 593.46; Charles Dugas, “Le peintre d’Altamura au Musée de Lyon,” 
Journal of Hellenic Studies 71 (1951), 58–62, esp. 58–9; Recueil Charles Dugas (Paris: E. de Boccard, 1960), 
Figure 8 
Dancing girl to the right, holding pipes. Red figure cup by Douris. Berlin, 
Antikensammlung, F3255.  
© Antikensammlung, Staatliche Museen zu Berlin-Preussischer Kulturbesitz - Foto: 
Fotoabteilung Staatliche Museen zu Berlin 
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Playing techniques 
 
Attic vase paintings of the Classical period show a variety of playing technique details 
in which one can easily distinguish specific hand positions and numerous fingerings. 
Auloi could either be held in an upraised position, or straight forward, or bending 
downwards, according to the pose of the musician’s head and body.29 They can be held 
 
141–2, fig. 37; Goulaki-Voutyra, “Παρατηρήσεις για την απεικόνιση του ρυθμού,” 19–20 fig. 6, 7. Cf. 
also a seated woman or muse who seems to direct an auletris on a red figure oinochoe by the Methyse 
Painter, 460–450 B.C. Paris, Louvre G440; ARV2 633.11; Add2 272; LIMC VI Mousa, Mousai 13. Red figure 
amphora by Polion c. 420 B.C. New York, Metropolitan Museum 25.78.66; ARV2 1172.8; Paquette, 
L’instrument de musique, 85, IVA. LIMC VIII, pl. 761, s.v. Silenoi 97; Goulaki-Voutyra, “Παρατηρήσεις 
για την απεικόνιση του ρυθμού,” 13–28, esp. p. 19, fig. 8. 
29 Red figure amphora by the Kleophrades Painter, 500–490 B.C. London, British Museum, 1843.1103.34 
(E270) (supra note 5). Red figure amphora by Eythymides, c. 510 B.C. Paestum, Museo archeologico 
nazionale, XXXX0.152; ARV2 27.5. Red figure column krater by the Agrigento Painter, c. 475 B.C. 
London, Sotheby’s XXXXO.6627; ARV2 575.26bis; Add2 262. Black figure Attic pelike, from Bari, 525–500 
B.C. New York, Metropolitan Museum 07.286.72; Frederick A.G. Beck, Album of Greek Education: The 
Figure 9 
A boy plays pipes before a girl while the boy behind her is waving the pipes 
during a sacrificial ceremony. 
Red figure cup by the Bologna 417 Painter, c. 450 B.C. Florence, Museo 
Archeologico Nazionale, 3950. 
© Museum 
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in a close angle, almost parallel to each other, or with a wide angle between them. By 
widening the angle of the two pipes, one could make the note higher.30  
On some vases, the musicians have their fingers in the same places on both pipes – 
implying they were played in unison – but it is difficult to be certain whether this is 
artistic license or actual practice.31 
The unison playing of the aulos is regarded by Hagel as an entirely unfounded 
misconception32 (Hagel) (W104). Theophrastus, Hist.Pl. 4.11.7 appears to recognize 
some differentiations of function between the pipes. According to Varo, Rust. 1.2.15 
the right-hand pipe was producing the melodic line and the other was supporting it.  
Furthermore, we can encounter several depictions where the player’s hands are placed 
differently.33 However, the player’s hands are more commonly depicted at equal 
distances along each pipe, generally between half-way and three-quarter of the way 
 
Greeks at School and Play (Sydney: Cheiron Press, 1975), pls. 44.235, 45.239. Red figure amphora by the 
Andokides Painter, c. 520 B.C. Basel, Antikenmuseum und Sammlung Ludwig, BS491 (Switzerland, 
Private, XXXX4); ARV2 3.4, 1617; Add2 149; CVA Basel 3, 10-13 Beil. 1.1, pls. 1.1–6, 2.1–2. 
30 West, Ancient Greek Music, 95, 103. – Red figure cup by Onesimos, 500–490 B.C. Oxford, Ashmolean 
Museum, G138.3, G138.5, G138.11; ARV2 326.93; Add2, 216; Beck, Album, 23.119; CVA Ashm. Mus. 1, 13, 
pl. 14.27-31. Red figure column krater by the Harrow Painter (500-450 B.C.). Montauban, Musée Ingres, 
3 (87.4.14); ARV2 275.48. Red figure cup by the Foundry Painter (c. 480 B.C). London, British Museum, 
95.5-13.1, 1895.5–13.1; ARV2 405.2; Add2, 232; CVA Brit. Mus. 9, fig. 12b, pls. 70a-b, 71 a-d. Red figure cup 
by Douris. Berlin, Antikensammlung, F3255; ARV2 428.12; Buitron, Douris, pl. 15 no. 24; CVA 1, 27 Beil. 
3.2, pl. 13.1–4. Red figure cup by Makron. Toronto 919.5.21; ARV2464.76; Add2 245; Kunisch, Makron, pl. 
26.66. Red figure column krater from Gela by the Leningrad Painter, 460–50 B.C. Museo Archeologico 
Regionale di Agrigento, Collezione Giudice, inv. 591; ARV2 569.46. Red figure pelike by a Mannerist 
primitif, 475–450 B.C. London, British Museum, E362; ARV2 585.34; Paquette, L’instrument de musique, 
41 A12; Bundrick, Music and Image in Classical Athens, 113, fig. 67. Red figure amphora by the Orchard 
Painter, c. 460 B.C. London, British Museum, E345; ARV2 525.43; CVA Brit. Mus. 5 III.Ic 9, pl. 66.3. Red 
figure bell krater by the Methyse Painter. New York, Metropolitan Museum 07.286.85; ARV2 632.3. 
Gisela M.A. Richter/Lindley F. Hall, Red-Figured Athenian Vases in the Metropolitan Museum of Art (New 
Haven: Yale University Press, 1936) I, 140/109, pls. 109, 110, 179; Martha Maas and Jane MacIntosh-
Snyder, Stringed Instruments of Ancient Greece (New Haven: Yale University Press, 1989), 137 fig. 19. 
31 Bundrick, Music and Image in Classical Athens, 33; West, Ancient Greek Music, 103. Cf. examples supra 
note 30. 
32 Hagel, in Voutyra Ελληνικά μουσικά όργανα, 96. See also West, Ancient Greek Music, 104.     
33 Black figure oinochoe from Nola, Group of Athena Painter, c. 520–10 B.C. London, British Museum, 
1867.5–8.942 (B625); ABV 531.12; Add2 132; Kathleen Schlesinger, The Greek Aulos (Groningen: Bouma’s 
Boekhuis N.V. Publisher, 1970), pl. 4. Black figure hydria, by Euphiletos Painter, Pamphaios Potter, 530–
520 B.C. London, British Museum, 1849.6–20.11 (B300); ABV 324.39, 694; Add2 88; CVA 6 III.H.E.3, pl. 
74.1, 75.1; Maas/MacIntosh-Snyder, Stringed Instruments, 75, fig. 12; Max Wegner, Das Musikleben der 
Griechen (Berlin: De Gruyter, 1949), pl. 8–9. Red figure bell krater by the Danae Painter, 440–420 B.C. 
Vienna, 697; ARV2 1075.11; Add2 326; LIMC II 2, pl. 203 s.v. Apollon, 697c. Red figure hydria fragment 
by the Louvre Centauromachy Painter, 450–440 B.C. Malibu (CA), The J. Paul Getty Museum, 86.AE.234, 
85.AE.498, Greenwich (CT), Bareiss, 252, 30. CVA Malibu, The J. Paul Getty Museum 7, 34, pl. 358.2; Bell 
krater, Taranto, Museo Archeologico Nazzionale inv. 51580 (supra note 10). 
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down, and the fingers of each hand are doing identical things. In principle, the opening 
or closing of different holes by the fingers changes the note by varying the length of 
the resonating air column. The instrument then produces its lowest note with all 
finger-holes closed, which is a very common depiction of playing the instrument.34  
The holes can thus be depicted all covered by the player’s fingers, or all uncovered 
(fig. 3),35 or in cross-fingering, i.e. by closing holes below the one that is ‘speaking’, or 
by covering some holes: middle and forth fingers down, index and little finger up (fig. 
10)36 or little finger under the pipes (fig. 5), mostly when auloi are played in a wide 
angle (to support the tubes).37 The player with pipes in wide open angle, mostly 
dancing in a dionysiac context, emphasizes his performance with the movement of his 
body, stooping over, bending his knees etc. Cf. the satyr accompanying the dance of 
the maenads on a red-figure pointed amphora, who turns to face the viewer and bends 
 
34 Red figure amphora by the Kleophrades Painter, 500–490 B.C. London, British Museum, (1843.1103.34) 
1843.1103.34 (E270); ARV2 183.15, 1632; CVA 3 III.I.C.5, pl. 8.2a-d; Paquette, L’instrument de musique, 21, 
pl.II B; Bundrick, Music and Image in Classical Athens, 36–7, figs, 21–22. (note 29). Red figure amphora by 
Euthymides, 520 B.C. Paestum, Museo Archeologico Nazionale, XXXX0.152; ARV2 27.5. Cf. Also West, 
Ancient Greek Music, 95. 
35 Red figure cup by Makron. Louvre G157; ARV2 464.78; Kunisch, Makron, pl. 28.73. Red figure cup, 
Hieron (epoiesen), painted by Makron (Beazley), c. 480 B.C. London 1867.5–8.1063 (E61) (supra note 9). 
Red figure kalyx krater, Berlin Pergamonmuseum 2400. G. von Lücken, Griechische Vasenbilder (Berlin, 
1921), pl. 23; Scholl - Kästner, Greek Vases. Gods, Heroes and Mortals, 63; Voutyra, “Παρατηρήσεις για 
την απεικόνιση του ρυθμού,“ 16 fig. 3. Red figure amphora by the Orchard Painter, c. 460 B.C. London, 
British Museum, E345 (cf. supra note 30). 
36 Red figure column krater by the Berlin Painter, c. 480 B.C. Basel, Antikenmuseum und Sammlung 
Ludwig, KA422 (Meggen, Kappeli, XXXX0.1955); ARV2 207.136, 1633; Add2 194. CVA 3, 21, pls. 6.1–2, 
7.1–2; Paquette, L’instrument de musique, 45, A22. Red figure krater fragment (450–400). Athens, Agora 
Museum, P140, P211; ARV2 1321.10. Red figure volute krater by Attic Query, 400–390 B.C. Ferrara, 
Museo Nazionale di Spina, 5081, T136AVP; CVA 1, 07, pl. 13.1–5; C. Berard and J.P. Vernant, eds., La 
Cité des images (Lausanne, Institut d’Archeologie et d’Histoire Ancienne. Paris: F. Nathan, 1984), 64, fig. 
97; Berti/Restani, Lo Specchio della musica, 52, fig. 3. LIMC I pl. 268, Aias II 91. – Red figure amphora by 
the Achilles Painter, c. 440 B.C. Paris, Cabinet des Médailles, 357; ARV2 987.2, 1676; Add2 311; John 
Oakley, The Achilles Painter (Mainz: Zabern, 1997), 53, figs. 2, 26a.b., pls.2b, 3–4. LIMC VIII, pl. 530, 531, 
Mainades 38. Red figure volute krater by the Karneia Painter, c. 410 B.C. Taranto, Museo archeologico 
nazionale, 4358; Trendall, Early South Italian Vase-Painting, 24; Paquette, L’instrument de musique, 41 A7. 
Red figure krater fragment (3rd century B.C.). Moscow, Pushkin State Museum of Fine Arts, II1B959 
(State Historical Museum, XXXX24924 - K.K. Herz, XXXX24924); CVA Moscow, Pushkin State Museum 
5, 29, pl.13.2. Cf. also West, Ancient Greek Music, 95; Barker, Greek Musical Writings I, 15. 
37 Black figure fragment, 550–500 B.C. Zurich, Market, Rhea Galerie, XXXX23131 (supra note 11). Black 
figure plate fragment by Psiax, 515–500 B.C. Adria, Museo Archeologico Nazionale, 22591; CVA 2, 27 
pl. 28.6. Black figure amphora by the Eye-Siren Group (550–500 B.C.). Vatican City, Museo Gregoriano 
Etrusco Vaticano, G17; ABV 286.2. Black figure amphora by Tarquinia RC 684 Painter (Long Nose 
Painter, Para 145). Erlangen, Friedrich-Alexander-Universität, M31, Munich, Antikensammlungen, J692, 
Rome, Candelori Collection, XXXX1268. 550–500 B.C.; CVA Munich, Ant. Kleinkunst 8, 37–38, Beil. B8, 
pls. 380.3, 384.1–2. Red figure cup by Epiktetos, Python Potter, c. 500 B.C. London, British Museum, 
1843.1103.9 (E38); ARV2 72.16, 1623; Add2 167; Paquette, L’instrument de musique, 135, CB 2; West, Ancient 
Greek Music, pl. 31. 
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forward as he increases the tempo of the dance.38 The reveller accompanying his 
comrades’ dancing on a cup by Macron stoops over even more, bending his knees as 
well.39 
 
 
 
 
 
38 Red figure amphora by Kleophrades, c. 480 B.C. Munich, Antikensammlungen, 2344, Munich, 
Antikensammlungen, J408 (8732); ARV2 182.6, 1632; Add2 186; CVA 4, 26-7, pls. 199, 200–204; Korshak, 
Frontal Faces, 124 fig. 62 (supra note 6). 
39 Red figure Attic cup by Makron. Once in Genf, Boeringer; ARV2 466.108; Add2 245; Kunisch, Makron, 
pl. 91.275. Red figure Attic cup by Makron. Neapel Stg 269; ARV2 466.104; Kunisch, Makron, pl. 127. 368. 
Black figure amphora by the Eye-Siren Group (550–500 B.C.). Vatican City, Museo Gregoriano Etrusco 
Vaticano, G17; ABV 286.2. Red figure cup by Onesimos, 490–480 B.C. Cracow, Czartoryski Museum, 31; 
ARV2 325.74, 1567; Add2 217; CVA Coll. De Cracovie 12, pl. 8a-c; Paquette, L’instrument de musique, 51, 
A33. 
Figure 10 
Aulos player. Red figure column krater by the Berlin Painter, c. 480 B.C. 
Basel, Antikenmuseum und Sammlung Ludwig, KA422 (Meggen, Kappeli, 
XXXX0.1955). 
© Antikenmuseum Basel und Sammlung Ludwig 
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The hand gesture of holding the aulos (the thumb is placed on the underside of the 
pipe, the other fingers are held upwards) on these scenes is, surprisingly, transformed 
by the slight manipulation of a lyre player’s left-hand string-plucking gesture; a 
gesture which is characteristic of string instruments.40 
On several vase paintings the player (mostly a satyr or a reveller or an auletris) is 
depicted playing one aulos and holding the other (fig. 11).41  
 
 
40 Compare (A) three hand gestures of aulos playing to those (B) of three left hand gestures of playing 
on stringed instruments. A: 1. Red figure cup by Makron. Toronto 919.5.21 (supra note 30). 2. Red figure 
cup by Makron. Centre Island, N.Y. (Private Collection) (supra note 24). 3. Red figure cup by the 
Foundry Painter (c. 480 B.C). London, British Museum, 95.5–13.1, 1895.5–13.1; ARV2 405.2; Add2, 232; 
CVA Brit. Mus. 9, fig. 12b, pls. 70a-b, 71 a-d. (B, stringed instruments): 1. Red figure lekythos by the Pan 
Painter, 490–70 B.C. Oxford, Ashmolean Museum, 1881.1401; ARV2 556.102. 2. Red figure krater by the 
Pig Painter, 470–60 B.C. Cleveland Museum of Art, no. 26.549; ARV2 563.9. 3. Red figure amphora by 
Polion c. 420 B.C. New York, Metropolitan Museum 25.78.66 (supra note 28). For the subject see Goulaki-
Voutyra, “Conventions, Formulae and Observable Reality in Ancient Music Imagery”, 191, 200 table A. 
41 Red figure amphora by Lysippides Painter (Beazley) Andokides (Furtwangler), c. 520 B.C. Bologna, 
Museo Civico Archeologico, 18107 (151); ARV2 2.10, 1617; CVA Bologna, Mus. Civico 5 III.I.3, III.I.4, pl. 
95.1–4, 96; Paquette, L’instrument de musique, 57, A50. The Ancona Painter, 470–60 B.C. Sotheby’s June 1, 
1995 no. 137. Red figure amphora by Euthymides Painter end 6th cent. Warsaw, National Museum no. 
142322; ARV2 27.8; CVA Goluchow, Musee Czartoryski, 18, pl. 18, 1A–1D; LIMC III, pl. 157, Brikon 1; 
Paquette, L’instrument de musique, 55, A44. Red figure cup by the Brygos Painter. Paris, Cabinet des 
Médailles, (594) 744. ARV2 372.34. Red figure cup by Triptolemos Painter, c. 480 B.C. Berlin, 
Antikensammlung, F2286, (Pergamonmuseum, F2286); ARV2 365.59; CVA Berlin, Antikensammlung, 
Pergamonmuseum 1, 33–35, pls. 19.1–2, 20.1. Red figure cup by Makron, Louvre Cp 11287 and S1377; 
Kunisch, Makron, pl. 30.77. Red figure cup by Makron. Paris, Musée du Louvre, G157; ARV2 464.78; 
Kunisch, Makron, 65 pl. 27.73. Red figure cup by Makron. Paris, Cabinet des Médailles 599; ARV2 476.280. 
Kunisch, Makron, pl. 42.122. 
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It is not clear whether he is playing something separate on one pipe or preparing or 
testing the aulos for a performance. A specific kind of music may have been played –
perhaps less demanding than for both auloi – to accompany their dancing march to 
the symposium. Playing is more evident on a south Italian vase of the 4th century B.C. 
(fig. 12), where Dionysus blows the right pipe while holding the other, accompanied 
by a dancing Pan playing the tympanon.42  
 
 
42 Amphora protoapulian from Urgento (Lecce), Taranto, Museo Archeologico Nazionale, I.G. 134951. 
E. de Juliis-D. Loiacono, Taranto. Il Museo Archeologico (Fotografie di Ciro De Vincentis) (Taranto: 
Mandese, 1985), 561, fig. 563. Bellkrater, Intermasiate Group. Neapel, Sammlung, I/107 (private 
collection); Konrad, Schauenburg, Studien zur Unteritalischen Vasenmalerei, VI (Westling-Kiel: Ludwig, 
2003), 39, 143, fig. 101 a.b., pl.XIX. 
Figure 11 
Satyr plays one of the two pipes. Red figure amphora by Lysippides Painter 
(Beazley) Andokides (Furtwangler), c. 520 B.C. Bologna, Museo Civico 
Archeologico, 18107 (151). 
After CVA5, pl. 95. 
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On a rare illustration in a red figure vase two maenads are dancing to the music of 
auloi being played by the third maenad in the middle (fig. 13).43  
 
 
 
 
 
43 Red figure stamnos by the Chicago Painter (c. 450 B.C.). Saint Louis Art Museum, Funds given by 
Imogene Evans Bequest 15: 1951a, b; ARV2 629 and 1662. Barbara Philippaki, The Attic Stamnos (The 
Oxford Monographs on Classical Archaeology) (Oxford: Clarendon Press, 1967), 112, pl. 43; Warren G. 
Moon, Greek Vase Painting in Midwestern Collections (Chicago: The Art Institut of Chicago, 1979), 202–
203, fig. 113. 
Figure 12 
Dionysos blows the right pipe holding the other accompanied by a dancing Pan 
playing the tympanon. Bell krater, Intermasiate Group. Neapel, private 
collection. 
After Konrad, Schauenburg, Studien zur Unteritalischen Vasenmalerei, VI 
(Westling-Kiel: Ludwig, 2003), pl. XIX 
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A peculiarity in her playing is that she blows with puffed cheeks, while operating only 
the left pipe of the two inserted to her mouth. Both hands are placed in different places 
of the tube, the left lower down the pipe, the right in the middle; they seem to support 
the underside of the pipe with the thumb, while the other fingers are in an upright 
position. One could think that this peculiar playing on one aulos may be a unique 
caprice of the artist, yet a second similar case can be added.  
 
Figure 13 
Two maenads are dancing to the music of auloi which is played by the third 
maenad in the middle. Red figure stamnos attributed to the Chicago Painter  
(c. 450 B.C.). 
© Saint Louis Art Museum, Funds given by Imogene Evans Bequest, 15.1951a, b 
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On a Lucanian krater in Princeton University Art Museum (fig. 14) a seated satyr with 
unequal pipes plays only on the right one, positioning both hands in different parts of 
the tube.44 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The mouthpieces are slightly bent at the joint ring, which adjust the angle at which 
they enter the mouth. Holes are also depicted: four on the outer right pipe with 
upraised fingers – one should be under his palm – and three holes on the left tube. The 
auloi are opened out a little at their lower end and the cylindrical opening is also 
indicated. One might suppose that a special technique is presented here. This 
technique may be connected to the playing of one of the two auloi45 or of a single aulos, 
the monaulos, in few rare late images.46 
 
44 Faliscan vase, Courtesy Princeton University Art Museum. Gift of Allan Marquand, Class of 1874 
(y1945–192), c. 375–350 B.C. (thanks to Michael Padget). 
45 See supra note 41. 
46 For the existence of a small pipe and the playing a single one (monaulos), known since the Archaic 
age, see West, Ancient Greek Music, 92-93; Barker, Greek Musical Writings I, 16, 259, 264–6, 271. See a flute-
playing youth riding a dolphin on a red-figure Etruscan stamnos, attributed to the painter of the Alcestis 
Figure 14 
Faliscan vase, Princeton, University Art Museum, Y1945–192 c. 375–350 B.C. Satyr 
plays pipes seated (behind the handle). 
© Courtesy Princeton University Art Museum. Gift of Allan Marquand, Class of 
1874 (y1945–192) 
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The question of playing techniques is a very complicated issue and thus, to disclose 
musical practice on images is only a process in progress – a field for further research 
and investigation. 
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ABV Beazley J.D., Attic Black-figure Vase-painters, Oxford 1956 
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